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action. The main action is the grief and suffering of Ma-di, and that
is shown only in the second scene, the other two scenes being used as
a foil to the central scene. U Pon Nya seems to think that, though
the first scene is not directly connected with the story, and though
the third scene has little to do with the portrayal of Ma-di's character,
they contribute to the main action in that they stand in contrast to it,
and therefore help to heighten its effect. However, the result is not
so artistic, and the play, in spite of its two 'unities', does not equal
The Water-seller as a work of art. It has none the less some effect of
completeness and artistry. U Pon Nya's love of, and mastery in,
building up his play into a well-balanced structure of three parts, a
central part \^ith two wings, help to heighten the artistic effect. In
The Water-seller, as has been already pointed out, the man is the
central part with the king and the woman water-seller as wings, and
in the final scene, at first, the king and the prince stand as the central
structure, while on one side are male courtiers and on the other the
princess and her ladies, and later, the empty middle-stage is the centre,
with the king and courtiers on one side, and the water-sellers on the
other. In Waythandaya the first scene and the last, both humorous,
stand as wings to the second central scene of pathos. Again, the later
dramatists fail to understand the essential qualities of Waythandaya^
and they take it to mean that U Pon Nya's conception of the
technique of a play is that humorous scenes and scenes of pathos
should follow each other in turn, with the result that most decadent
plays are mere collections of pathetic and humorous scenes, without
any real connexion between them. It is ironical that imitation of U
Pon Nya, who fully achieves U Kyin U's ideal of plot construction
and perfection of form in The Water-seller and who nearly repeats the
success in Waytfiandaya, should result in the decadent period of the
drama.

U Pon Xya's plays belonged to an epoch lasting for about twenty
years in Burmese history, when the kingdom gave a final flicker
before permanent extinction. The years that followed U Kyin U
were of gloom. The hopes of winning back the provinces lost
to the British in 1824 were destroyed by the realization of the
might of Britain, by the madness of the able king, Tharrawaddy
(1837-47), and by the incompetence of his successor, Pagan (1847-53).
The country suffered another disaster in 1852 when, through the
king's fault, more provinces fell into British hands. During that
period the drama was greatly neglected. In 1853 Mindon, who later